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Evolution for Survival:
Changes and Responses in Chinese Music
to the West Since the 20th Centuryl)

Yu Siu Wah

Darwinism

Natural selection and evolution are two weighty concepts
overwhelmingly received by intellectuals of China since the beginning
of the 20th century. Immediately following their translation into the
Chinese language, the two terms and their related concepts have long
haunted the Chinese for almost a century. Since the latter half of the
Qing dynasty, successive military mil defeats and economic assaults by
the Western powers, plus particularly Japan, led the Chinese to query
their cultural “superiority” in the past and their “fitness” for survival
when facing the continuous invasions by western powers. The
impressive as well as destructive technology, advanced military

strength, and a more systematic and open attitude towards knowledge

1) I would like to thank Professor Hyun Kyung Chae for her kind invitation, without
which T would not be able to come to Korea. I am grateful to Ewha Womans
University for her hospitality and excellent arrangement. Gratitude should go to Grace
Chiang and Michael McClellan who read and edited my first draft which was
presented in Korea; to Mary, my sister who never stops helping me to make my
writing readable. I also thank Gwendoline Kam for helping out in locating relevant

citations and bibliography, and for her refinement of my music examples.
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of the West, drove the Chinese to admit their “inadequacy”, albeit
reluctantly.

By the end of the Qing dynasty, reforms in the education system and
the introduction of western knowledge led to many changes in both
sciences and arts. However, all of the reforms were basically modeled
on Western traditions and standards. China, once an arrogant cultural
giant, now perceived herself as a dwarf, thus establishing and
perpetuating a deep-rooted inferiority complex in the minds of her
nationals. From the last imperial dynasty, to the Republican regime, and
eventually through the present Communist government, such cultural
positioning has largely remained unaltered.?)

2009 marks the two-hundredth anniversary of Charles Darwin’s
birthday. Instead of extemporizing on Darwin’s theory, on which I am
no expert, I will take a critical look at the “changes” or “improvements”
that have been made to the music of China, ever since the introduction
of Darwinian in the Chinese soil. I will focus on issues related to
composition, aesthetics, and performance practice, as well as the social
interactions involved.3)

Most Chinese at that time, and of today, believe that the musical

2) For a general update on imperial China, see Fairbank (1986); for modern China, see
Hutchings (2001). On Chinese attitude towards Western powers and modernization,
see Liao (1990) and for a more nuanced reading on history writing with reference
to China, see Duara (1995).

3) Thanks to the remarkable lecture of Professor Mariko Hasegawa, the key-note
speaker of the conference, which helps me to realize that my understanding on
evolution has been along the line of social Darwinism rather than the genetic changes
addressed in physical anthropology. My paper practically addresses the reception of
Darwinism in China and the musical changes under the impact of his theory of
evolution and survival as it was then perceived in China. Whether the musical
changes cited here qualify as “genetic” or not requires further research and

discussion.
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culture of a nation has to evolve, or to progress gradually. If it does
not change or “progress,” it will become extinct along with the nation.
Most of the indigenous music traditions were, and still are, viewed as
“outdated” by the majority of the population. Reform and progress seem
to be unquestionable values in the discussion of culture, with the
assumption that what was true in technologies and sciences, which were
quite backward in China at that time, was also applicable to the arts,
culture, and even to language. Therefore it was not surprising to learn
that some intellectuals proposed strongly to Romanize or phonetizise the
Chinese language, and to abolish Chinese characters. This was also a
time when Esperanto was enthusiastically advocated in the hope of
developing one common language of the universe. All these were
directly influenced by the Darwinian theories of natural selection and
evolution of the species. That is, to evolve and progress, in order not
to be extinct.

Having experienced the Republican era(1911-1949) and the
establishment of the People’s Republic of China, music institutions on
most levels of the Chinese society have largely positioned themselves
as systematic and modern agents to “upgrade” Chinese music, and to
apply up-to-date Western models to educate the masses, who were
generally unexposed and uninitiated to Western culture. The degree of
westernization has been a controversial issue among Chinese
intellectuals since late Qing dynasty and during the early Republican
era.) As history unfolds, westernization did take place in China,
however, the change(its angle and contents) has been partial and

selective.

1) Dr. Hu Shi, for example, advocated wholesale westernization that initiated hot debate
in the early 20th century. The controversy was taken up in Taiwan by the writer
LiAo, a self-claimed disciple of Hu. For further discussion see Tozer(1970).
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Translation

The Chinese translation of natural selection is rather intimidating.
Huxley’s Tianyanlun (Kifif, 1896-98), literally refers to a theory on
evolution of the heavens. Likewise, Darwin’s evolution theory, hit
China as some kind of national Book of Revelations. By the end of
the 19th century, the poverty among the majority of uneducated
Chinese, the corruption of the Manchu government and its conspicuous
weakness in military affairs, had fostered among the intellectuals an
imminent sense of danger - a fear of a possible collapse of the nation.
To rescue the nation and her people from the brink of extinction, or
more immediately, from being enslaved by Western powers, the only
way is to learn from the west. They believed that in so doing, China
would be better equipped and be able to move forward to a more
advanced stage of “evolution,” to catchup, if not to compete, with the
west.

The ideas proposed by Charles Darwin(1809 - 1882) and Thomas
Huxley (1825-1895) also convey a certain sense of religious authority
with their strong eschatological overtone. The Chinese title tianyanlun

{Ki#7i) sounds like “the theory of heavenly punishment,”tiangianlun
Katam, which accentuates a sense of guilt among the Chinese towards
their incompetence in handling the invasions of the powers. Darwin’s
The Origin of Species(1860) was translated into Chinese in 1919 by
MaJunwu A, much later than Huxley’s Theory of Natural
Evolution by Yan Fulif%(1898). A Chinese couplet frequently cited in
text books most likely from Yan’s neat -classical translation,

encapsulates the theory of natural selection. Translating it back to
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English, it reads like, “Creatures compete with each other for the nature
to select (the fittest); (Only) those who can fit (in the natural
environment) survive” i K#E, EAE 4472 In other words, those who
are excellent in essence will win; those who are poor in essence will
fail 4L 1t is by the law of nature that the strong ones will devour
or defeat the weak 3347 #. Such obvious inspiration from the law of
the forest accentuated the fear that a weak China would eventually be
swallowed by the strong and greedy Western powers. All these
translated into a compelling sense to struggle for survival within a cruel
world of natural competition. The extra-territorial right and the
most-favored nation status conceded to and enjoyed by Western powers
in those days had often been cited as examples of a soon collapsing
China or Shanghai as a sub-colony of the West.

Given the historical and political contexts outlined above, it was
natural that China had been struggling to reform and evolve in order
to survive the imminent possibility of extinction. Impressed by Western
technology and military superiority, the Chinese shifted from ignoring
and belittling, to admiring and aspiring to Western culture. Learning
from the West had become the river of no return. Western knowledge
and technology were introduced, translated and technologies applied.
Western culture was accepted overwhelmingly, however, with the
following undesirable conditions. In the first place, limited access to
Western languages led to incomplete understanding of Western culture
and thus inadequately informed decisions of selecting what to learn.

Then, partial or total ignorance of Chinese cultural heritage led to

2) The couplet has been cited in the text books of social studies in high schools of the
1960s. It is so deeply ingrained in my mind that I can still recite it from memory
after forty years. For a more scholarly discussion of it, see Shen Su-ru (1998) and
Huang Ko-wu(2008).
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arbitrary losses of traditional genres and displacement of valuable
traditions and customs. Unfortunately, with the mentality of being
technologically inferior and scientifically outdated, Chinese intellectuals
were desperate to learn the “most advanced” of Western culture. In most
cases, “the most advanced” turned out to be the most trendy, popular,
or marketable in the West, and not necessarily those beneficial to the
Chinese context. As a result, China’s modern culture has reformed and

“evolved” into its present-day, superficially westernized version.

Music in Modern China

Social, cultural, political and historical reasons have deprived the
Chinese of the chance of a comprehensive understanding of their
musical genres and performing arts. Imperial monopoly of musical
works by the court, moral and traditional positioning of music and
performing arts, and most important of all, the self-centered world view,
all served to mute people’s curiosity for art and music traditions of their
own as well as of others.3) To further aggravate the situation, the
Communists’ well-instituted mechanism in performing arts with its clear
political agenda has also delayed a comprehensive understanding of
Western music by the modern Chinese population.

A good example of Chinese incomplete understanding of western
value is the new courses offered in some music conservatories of
Mainland China. Popular singing in the western style was considered
decadent, and bourgeois in taste, and originated from Western

capitalism. Rock, jazz, blues and any popular figures from the West

3) See Yu (1992, 1996) for further discussion.
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used to be banned from being heard and seen. One can imagine the
response from the authorities to the more trendy genres like R&B,
hip-hop or heavy metal during the red hot Cultural Revolution. Since
the late 1980s, the reform and open policy initiated by Deng Xiaoping
gradually uplifted the ban on “Western genres of decadence.”
Commercial products of Western rock and roll became available in the
market. All these are positive development in the popular music of
China. However, this lucrative market in mostly Western musical
languages sung in Chinese has led some music conservatories to offer
courses to train popular singers and pop band.

In the course of learning from the West, the Chinese have essentially
embraced Western music aesthetics, standards, and performance
practices and to a certain extent this is also reflected in the system and
curriculum of school music education. There are three main areas in
which western aesthetics and concepts are applied in modern Chinese
music. Firstly, to the general Chinese, piano and symphony orchestra
are the symbols of “Western achievements” in music. In Mainland
China, Taiwan, and Hong Kong, the popularity of the piano is
overwhelming. Modeled after Western symphonic orchestra, orchestras
of Chinese instruments in big cities are mostly funded by the central
or local governments. Secondly, the Chinese have also whole-heartedly
accepted the concept of “composition” in the Western sense of the
word. The use of functional harmony and Western instruments has also
become the standard and a symbol of modernization. Last but certainly
not least, the Western vocal projection technique along the line of be/
canto singing has been incorporated into various traditional vocal
genres, including regional operas.

In the following discussion, I will focus on some music examples

from 20th century China, featuring various vocal and instrumental
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genres, and their reformed or evolved models. I hope to outline their
social and cultural contexts and the significance of western influence
through these examples.

Example 1 is the final accelerating section of a very popular piece
from the Cantonese narrative singing naamyampfis “Song of a
wayfarer” (Zi&FKIE) sung by the famous New Ma Si Tsang 75 =],
The syllabic and melismatic handling of the lyrics by the seasoned
singer illustrates where and how creativity works in traditional genres.

It is based on thorough mastery of the idioms and skill within the genre.

Example 1. Cantonese narrative singing naamyam “Song of a Wayfarer’

Added texts Core texts
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.............................. melismatic Singing

underlined characters sung quickly as one unit

The left column denotes texts of mostly colloquial phrases of irregular
lengths improvised by the singers, whereas the right column in bold
type is the core text. Words underlined are rendered as one unit in
relatively faster tempo. Disregarding the added text at the beginning or
those inserted within the lines, all phrases have consistently seven
characters. In other words, the overall phrase length is pretty regular;
and the vocal melodies are rather repetitive. The singer improvises with
the rhythm by adding different colloquial phrases or words, thereby
changing the number of characters or syllables while providing rhythmic
variety. However, at the final phrase, there are two long melismas

marked by dots, one at the middle, and one on the final character of
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the line, on which the singer fully showcases his virtuosity. The rest
of the lyrics in this final section are mostly syllabic. This is how a
singer impresses his own personal style. He was composing during his
performance. Where and how to apply melismas in an overall syllabic
section is totally up to his artistic taste and mastery of the idioms. He
could have done it differently each time and other singers could also
have their own renditions of the same lyrics. There was no written
music for the singer and instrumentalists. The whole performance was
done through mutual understanding of the idioms and the accompanists
were prompted to respond to any musical changes initiated by the
singer, be it in tempo, in mode, or in rhythm. The singer is, to a great
extent, the composer, in addition to being a skilful artist within its own
tradition. Without relying on music transcription, the phrasal structure
shown in Example 1 reveals how the lyrics are being rendered vocally,
either in syllabic or melismatic setting.

After illustrating how creativity works in traditional Chinese music,
we may move on to examples created along the line of Western practice
of composition. Composers began to emerge only in the early 20th
century when a number of Chinese students went to Japan to study,
particularly science, technology, and music. They brought back with
them the western theory of composition and other music-making
practices. Since then, the role of composers in Chinese society has
become more and more prominent. There is also a political backdrop
to this. Chinese intellectuals were deeply impressed by the progress and
success of Japan since the late 19th century. The military songs and
band music of the Japanese army easily caught the attention of Chinese
students in Japan with its discipline and strength. There was, as they

believed, a lack of such genres in imperial China.4)

4) There have been military music in imperial China, for example, the drum and winds
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Very soon, such school songs and brass bands became musical
symbols of modernization and Western technology. It follows that a lot
of military songs and mass songs had been translated into Chinese and
became the main repertoire of songs taught in Chinese schools during
the late 19th and early 20th century. Together with this repertoire of
songs, the piano was also accepted as part of the standard accompanying
instrument.

Example 2. “Farewell” GZJI) is a good example from the repertoire
of school song xuetangyuege 4% by the famous Buddhist monk
Master Hangyi 5.—Kfifi, Li ShutongZ=f{[F]. This famous school song
is originally written by the American doctor and composer John P.
Ordway. Li set the mostly pentatonic melody to his Chinese lyrics. It
so well matches with the melody that the song became an instant hit
all over China. It is one of the most successful examples of early
Chinese songs translated from the western song repertoire via Japan.

It reflects the aspiration to Western taste and musical language.5)

guchuiVX and military song raoge#iik of the Qing dynasty are well documented.
Nevertheless, the use of traditional Chinese instruments like the double-reed sona in
these genres is precisely the image and association of old and feudal China that
modern intellectuals would like to avoid.

5) For a comprehensive discussion of school song xuetang yuege in English, see Wong
Chuen Fung (2000). Historical and cultural coverage of the Buddhist monk composer
Li Shu Tong in Chinese are to be found in the bibliography provided, of which Qian

Ren Kang (2001) focuses more on music analysis and historical contexts.
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Example 2. School Song ‘Farewell” G&3), lyrics by Li Su Tong

Allegro
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Further translation of Western classics can be found in Example 3,
which is the Mandarin version of Habanera from Bizet’s Carmen in
the movie The Wild, Wild Rose BFHUZ#(1960) sung by Grace
Cheung Ge Lan . Such translations of Western classics into Chinese
reflect the taste of “bourgeois Chinese.” It also illustrates their
aspiration to be “western” and “operatic,” or to be “more sophisticated”

musically.

Example 3. Grace Cheung’'s movie “The Wild Wild Rose”

in which she sings Habanera in Mandarin

The western education system called for a new curriculum for music.
As a result, the repertoire of “school songs” have been translated into,
arranged or composed in the Chinese language as illustrated in Example
2. Subsequently, the Republican Revolution in 1911 naturally led to a
nation-wide campaign of promoting Mandarin and the new literature,

a more modern and colloquial form of Chinese language, to become
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the national language, versus the more literal classical Chinese.

To support the promotion of Mandarin as the modern Chinese
language in literature initiated by his close friend Hu Shi #fi#, the
Harvard trained physicist who later turned into linguist-cum-composer
Chao Yuen Ren #i7GIT: set a selection of Mandarin poems by various
poets to his own melodies. Chao’s expertise in the Chinese language
enabled him to compose songs with a well matched melody, while his
piano part reminds one of Schubert’s Lieder. One can easily detect the
Schubertian touch from the shifts from major to minor mode in measure
44 and 52, as marked with arrows in Example 4. Chao called these
songs of his “Songs with New Poetry.” However, they were so well
received among Chinese intellectuals that a lot of composers followed

suit and the genre of the co-called “Chinese Art songs” came into bein

g.9

6) Besides reading from the Miscelleneous Accounts of the Chao Fami y by Yang Bu
Wei (1972), the wife of Chao Yuen Ren (both I never met), I had the privilege to
study under their first daughter, Professor Rulan Chao Pian in whose residence I
spent my first and last years in Cambridge, Massachusetts (1985-1993). Uncle Hu Shi
is a close family friend of Rulan who more than once, recounted to me her fond
memories of his parents and the involvement of his father in Hu’s endeavours of the
Modern Chinese literature and Mandarin campaign.
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In a 1963 Hong Kong Mandarin movie that bears the same title of
Chao’s best-known song “How Can I Help But Think of You!”7)(1926),
Ge Lan, the singer who we heard in Example 2, went for audition for
a song and dance troupe. She first sang it in the so-called Chinese
art-song style with the accompaniment of the piano, the trademark of
serious art music and music modernity in the eyes of educated Chinese
of the previous century.

After the first stanza, she suddenly rocked the boat by rendering the
vocal melody with a touch of blues and swing. The accompaniment also
shifted to the rhythm and instruments of its respective musical style.
The jazzed up version was arranged by the Japanese composer Ryoichi
Hattori MRFBER—.

Example 5. Grace Cheung's movie using ‘How can | not think of you”

7) This is the composer’s own English song title. He has his own reason for translating
the Chinese masculine personal pronoun ta ffinto the second personal pronoun
“you.” See Chao, Rulan Pianm (1987: 27).
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Both versions, although sung in Mandarin, are musically Western.
The shift from relatively more formal vocal projection to bluesy
yearning, and that from the piano to rock band effectively contrasts the
two styles as perceived by the Chinese in the 1960s. Moreover, the
director and score writer were also implying some kind of “music
evolution,” from simple to sophisticated, from relatively thin
accompaniment to a rich texture of a full band. The two musical styles
are inevitably compared on screen. Although the comparison can be
misleading and inappropriate, it ironically, and yet truthfully reflects
what the Chinese generally favour.

Aspiration to western models among the Chinese musicians does not
limit to 20th century Chinese songs. Western musical language and
aesthetics have also been enthusiastically adopted and adapted to

various instrumental genres.

Solo and orchestrated versions

Traditional instruments such as the bamboo flute dizi and bowed lute
erhu only became “solo instruments” since the early 20th century,
despite the fact that they both have a much longer history than their
solo repertoire. This is particularly true after 1949 when the Communist
Party took over the training of professional musicians with a clear
political agenda, i.e., propaganda. The solo Chinese bowed lute erhu
piece “Moon Reflected in the Second Spring” Erquan Yingyue —RHL
H, was originally composed and performed by Abing the Blind in 1950.
With its rough nasal sound of a singular voice, its nuances in microtonal

changes and contrast in timbre are well revealed.8) See Example 6.
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Example 6. Solo version of Erquan Yingyue

8) For the construction and development of the solo transverse bamboo Chinese flute
dizi, see Frederick Lau (1991, 1995, 1996); while relevant discussion on the Chinese
bowed lute erhu and large Chinese orchestra can be found in Yu (2001: 63-95;
2005: 277-293; 2009: 220-226).
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The exposure of the Chinese to Western symphonic music led to the
biased view among the Chinese that solo instrumental repertoire are
“weak and unsophisticated,” despite the existence of the highly regarded
Well-tempered Klavier of J. S. Bach, his solo violin partitas and
sonatas, not to mention the solo piano works by Mozart, Beethoven,
Ravel, and Debussy. This has much to do with the inferiority complex
shaped by constant failures of the corrupt Manchu government. In order
to be strong and presentable musically, efforts were made to create an
ensemble culture comparable to that of the western symphonic
repertoire. Such mentality was common to most Chinese in those days
who desperately longed for something “big” and sophisticated to stand
against Western culture. The solo erhu piece of Example 6 has been
continuously harmonized, richly orchestrated, with counterpoint added

for various combinations since the 1950s.9)

9) Further discussion on modern Chinese orchestra can be found in Han (1979) and Yu
(2001: 63-95; 277-293; 2005: 241-248).
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Example 7. orchestral version of Erquan Yingyue

Symphonisized Chinese ensemble music

In the 20th century context, large Chinese instrumental ensemble
music clearly aspires to Western symphonic music. It has little
connection with the court or folk traditions of historical Chinese music
in terms of social function and musical style, although instruments from
some regional ensembles have actually been incorporated. Such

ensemble started with a combination of Chinese and sinisized

82

instruments in the early 1920s in Shanghai and Beijing. The music has
been expanded and developed into the present format by constructing
a considerable number of alto and bass instruments. These newly
constructed “Chinese” instruments can be considered as inventions of
the 20th century. They only look Chinese in shape and design. Indeed,
most of them appear to be Chinese. However, western instruments such
as the cello, double bass, timpani, and vibraphone, efc., have also been
used, either in a modified form, or introduced as they are. Moreover,
the way the orchestra is organized and its music conceived are closer
to western symphonic orchestras than traditional Chinese ensembles. It
is not any folk orchestra with a specific regional style nor taken from
conventional repertoire passed down from previous generations. Rather,
it is a newly- constructed tradition born and promoted out of an urban
environment like those in Shanghai and Peking. Politically and
musically, it is pan-Chinese, with various regional instrumental
combinations incorporated into one single orchestra (Yu 2001, 2003,
2005). Both the Nationalist and Communist governments had made
efforts to promote such large Chinese orchestra as “Chinese music” with
which the general Chinese population could identify. However, the idea
of building up a full range of instruments, such as treble, alto and bass
bowed lutes of the erhu type, is obviously influenced by the Western
concept of consort. The conspicuous Western setting of the modern
Chinese orchestra in shape and in musical language, notwithstanding the
overwhelming popularity of such music in Chinese communities does
reflect the taste of the average Chinese, which is basically Western, with
a strong inclination towards Soviet and Eastern European idioms.
Political issues aside, most Chinese instrumentalists would take it
for granted that such development in their instruments and music would

naturally and logically lead to the ultimate goal of a large orchestra.
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They are proud of the “development” so far achieved. The majority of
Chinese would regard such “development” or changes in musical
language and format as “progress” in Darwinian terms. Not surprisingly,
the term “evolution” appears frequently in the discourse of 20th century
reforms in Chinese instrumental music and instruments. A strong case

in point would be the change of material in string instruments.

Changes in Strings

Since traditional Chinese musical instruments were not made for the
demand of the modern concert hall, in order to adapt to the new
demands of the large ensemble, such as equal temperament for frequent
modulations, virtuosity necessitated by concertos, efc., a lot of physical
changes and adaptations were made on the instruments, which have
modified their fundamental sound and performance practice. An obvious
historical change happened on the strings. By the end of the 20th
century, silk strings had almost become obsolete. They were substituted
by metal strings on various kinds of string instruments. As a former
professional erhu player myself, 1 appreciate the durability and
responsiveness of metal strings. Nevertheless, the traditional timbre of
silk strings, which was an important symbol of Chinese traditional
music, had been compromised. A metal string plucked lute pipa or
bowed lute erhu are absolutely not the same as the instruments with
silk strings. The traditional timbre of the silk string and the cultural
associations it arouses had been given up for a brighter tone color and
a louder sound of metal strings in modern Chinese musical instruments.
This is undeniably the result of musical changes under the influence

of Western aesthetics, as well as the needs of concert and recording
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performance. At this juncture, I am not hesitant to project that this is
the direct result of the impact of Darwinian ideas of evolution and

natural selection upon Chinese music.

Changes in temperament

Another drastic change on musical instruments is the total acceptance
and adoption of the western equal-temperament. The frets on various
plucked lutes, and the distance of finger holes on wind instruments are
now catered to that of the western temperament system. The rich and
diversified tone-systems of various Chinese regional styles are now on
the verge of being homogenized or globalized into one single system,
i.e., the 12 equal temperament. The Chinese did all these in the hope
of reaching the more advanced stage of evolution. Thanks to Mr.
Charles Darwin.

As these traditional Chinese musical instruments were adapted to fit
the modern large ensemble, they also started to build up their solo
repertoire, with conspicuous late Romantic musical idioms,
oversaturated arpeggios, fast running scale passages, and the display of
cadenza-like virtuosity. What intrigues most initiated ears is that both
musicians and performers alike would describe such kind of music

unashamedly as “Chinese,” be it traditional or modern.

Conclusion

The examples of musical changes that we have discussed are products
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of 20th century China. At the early decades of the century, it seemed
only natural that Chinese musicians had responded to the west by first
translating and then imitating Western culture. However, the
overwhelming acceptance of western aesthetics and performance
practices eventually led to the disappearance of the essence, idioms and
practices of many Chinese traditions. Furthermore, the lack of
understanding and knowledge of Chinese aesthetics and musical
language led to the inevitable displacement of their musical heritage by
western counterparts, which is devastating to traditional Chinese culture.

Most Chinese musicians and musical instrument makers think that
what they have been doing facilitates Chinese music to cater to the
international arena, but this was done at the expense of authentic
Chinese heritage. By succumbing to western musical languages and
aesthetics, they think they have enabled Chinese music culture to evolve
and progress to the degree that is acceptable by an “international”
standard. Although the instruments they use still look Chinese in
appearance, and that the titles of music are inspired by Chinese
tradition, most of the musical languages and techniques adopted have
very little to do with traditional Chinese aesthetics and performance
practices. In order to achieve the western or modern demands,
traditional instruments are distorted in their design, fingering and layout.

What was described above is part of an ongoing self-imposed
acculturation resulting from struggles for national and cultural survival
that dates back to late 19th and early 20th century. There can be no
denial that Darwin’s theory has played an important role in supporting
the rationale behind the drastic changes and displacement in one culture.
By taking survival as the ultimate goal, any sort of broad and deep level
thinking could be bypassed. This evolution is carried out by intellectuals

or officials who have had very limited knowledge of their own
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traditions and in fact, of western music in general. What has already
happened is no mere historical coincidence. The political, economic and
cultural predicaments faced by Asian nations in the early 20th century
left them with such low esteem that they turned to embrace and admire
Western aesthetics and practices. By Western standards, traditional
music genres and their practices are rated “pretty low” in the scale of
evolution for survival. Unfortunately, Darwin’s theory, originated from
his observations in biology and the evolution of living things, had been
simplistically appropriated on culture and performing arts. From the
history of music or art, we find many examples that changes are not
necessarily linear and one-directional “development”or evolution, i.e.,
from simple to complicated, or from “primitive” to sophisticated. There
are plenty of up and down, back and forth development, and in most
cases, such changes could be multifarious and multi directional, affected
by the social, cultural, economic and political contexts of different
cultures. At the 200th anniversary of Charles Darwin’s birth, when
survival is no longer at stake, it is only fitting for us to reconsider our

positioning in our country’s music “development,” if not “evolution”.



Evolution for Survival 87

Bibliography

Chao, Rulan (Zhao Ru-lan) ed. #UNREH

1987 Zhao Yuan Ren Yinyue Zuopin Quanji (Complete Works of
Chao Yuen Ren’s Music Compositions), (HTCITE 4404 E)
gL Rt Shanghai Music  Press.

Duara, Prasenjit

1995 Rescuing History from the Nation: Questioning Narratives of

Modermn China, Chicago: The Univesity of Chicago Press.
Fairbank, K, John ed.

1986 The Cambridge History of China, Vol. 10 Late Ch’ing,

1800-1911, Part I, Taipei: Caves Books Ltd.
Feng, Zi-kai ed. 15

nd.  Li Shu Tong Gequ Ji(A Collection of the Songs by Li Shu
Tong) (ZMIHkM %) T © EES1MRZ ] Hong Kong: Seagull
Press.

Han, Kuo Huang ##[ 8%
1979 “Modern Chinese Orchestra”, Asian Music 11(1): 1-40.
Hong, Chang-tai #ERZ%

1985 Going to the People: Chinese Intellectuals and Folk Literature.
1918-1937, Cambridge, Mass.: Council on East Asian Studies,
Harvard University.

1994 War and Popular Culture: Resistance in Modern
China,1937-1945, Berkeley: University of California Press.

Hua, Yan Jun composed, Pang, Xiu Wen arranged #Z8Jl. 53S0
1980 Erquan Yingyue, full score for erhu and orchestra, FCHEAE5%44HH
(CURMLH ) hRsgLrR, o s AREL MU Beijing:
People’s Music Press.
Huang Ko Wu (Huang Ke Wu) gt

88

2008 “Hu Shi and He Xu Li”(Hu Shi and Huxley)" #fl3& 85522 4,
CrsprErl) | At hgeRfFsepE, Jin Shi Soh Jikan (Collected
Papers from Institute of Contemporary Chinese Hisotry),
Academia Sinica. Vol. 60: 1-30.
Hutchings, Graham
2001 Modern China: A Companion to A Rising Power .London:
Penguin Books.
Jones, Andrew
2001 Yellow Music: Media Culture and Colonial Modernity in the
Chinese Jazz Age, Durham: Duke University Press.
Liao Kuang-Sheng
1984 Anti foreignism and Modernization, rev. & enl. 1990, Hong
Kong: The Chinese University Press.
Qian, Ren-kang $¥{J
1993 Hongyi Dashi Gequ Ji (A Collection of the Songs by Rev.
Hongyi) {iL—KHfi  #kihifE) , &b FKEZLAF  Taipei:
Dongda Book Company.
2001 Xuetang Yuege Kaoyuan (A Study of the Origin of School
Songs) (FardiikEyR) | FifEdiHit Shanghai Music Press.
Shen Su-ru VL#R1H
1998 Lun Xin Da Ya: Yan Fu Fanyi Lilun Yanjiu (On faithfulness,
understand ability and elegance: a study of Yan Fu's translation
theory) Gl EHE « AEBIREEERAFFZE) | bt - BRI E A
Beijing: Commercial Press.
Tozer, Warren
1970 “Taiwan's"Cultural Renaissance": A Preliminary View”, The
China Quarterly, No. 43, Cambridge University, 81-99.
Wong, Chuen-fung # R
2000 “Some issues on the Role of Traditional Music Thoughts in the



Evolution for Survival 89

School Song Movement at the Early Twentieth Century China”,
Yinyue Wenhua (Music Culture), “201H-Hc 47+ BI{E# & 4% T
CEAEESHOSEBY P I A AT s (Bgesft) . de
W ARSI Beijing: People’s Music Press, 123-15.
Xia, Zong-yu ed. H FHi
1987 Hongyi Dashi Yimo(Surviving Calligraphy of Rev. Hangyi) (il
—KAER) , AL R MM Beijing: Huaxia Press.
Yang Bu Wei #5(&
1972 ZajiZhaojia (Miscelleneous Accounts of the Chao Family) (i
RO 2L HECsCE AR, Taipei: Biographical Literature
Press.
Yu, Siu Wah
1992 “Mongolian Music Preserved in a Qing Dynasty Music

Treatise” in the panel “China and its neighbour: Musical

Interaction and its Non-Musical Implications™ at the annual
meeting of the Association for Asian Studies (AAS), Washington,
D.C.

1996 “The Meaning and Cultural Functions of Non-Chinese Musics
in the Eighteenth Century Manchu Court", Ph. D., Harvard
University, Cambridge.

1997a “The Institutionalization of Manchu Dance as Ritual Music in
the 18th Century Manchu Court”, The Second International
Council for Asian Music - a’ak, yayue, nha nhac, The National
Center for Korean Traditional Performing Arts, Seoul, Korea,
1997: 255-299.

1997b “Seminar on Chinese Large Instrumental Ensemble Music Held
in Hong Kong”, ACMR Reports, Spring, Association for Chinese
Music Research, University of Pittsburgh, 38-41.

2000 “Mengguyue yue Manzhouwu zai Qingdai de zhengzhi yue

90

wenhua gongneng” (The Political and Cultural functions of
Mongolian music and Manchu dance in the Qing dynasty) “% 5
LRI e B e Th e CERHIIE) 5 N, Lo
Manxue Yanjiu (Manchu Research), Beijing: 420-432.

2001 Lezai Dianchu Zhong: Xianggang Yasu Yinyue Wenhua (Out
of Chos and Coincidence: Hong Kong Music Culture) {H7r g
Hoo FRH AR LAy, A RS Hong  Kong:
Oxford University Press.

2003 “Dianying Xiaoyunche zhong de yinyue” (the Music in the movie
“Little Lark”, Liu Jin Feng, Zuo bo Tang, Fu Bao Shi & Rong
Shi Cheng ed., Shaoshi yingshi diguo: wenhua zhongguo de
xiangxiang (The Shaw movie and Television Empire: The
Imagination of a Cultural China) &5 (/NEFHE) T4 HE
SR SR, g, AR ARSI il b B AR
1%y , &b - ZH Rt Taipei: Motian Press, 323-339.

2005 Such are the Fading Sounds (4#@#nit) , Hong Kong:
International Association of Theatre Critics (IATC).

2009 “The Concept of Hugin(barbarianlutes): The Chinese Way of
Imagining the Others”, The Second Hugqin Festival Hong Kong,
The Hong Kong Chinese Orchestra, May - June.

Keywords: Chinese music, translation, darwinism, westernization, modernity



91

F22¢F (Yu Siu Wah)
o143 &4

AES A% 15 AP L ARAFES BEAG. AFHA A
Foluk st 29l A2 et 7%, TAE, AAS FB % AA Lol
T 9 HEE 3% g % vhA o)

D Ue A7 nedd e = agde] - 2div gigieiebd g
= A2 JheskA] Ek7] WiEoltt 3 v AR 713 Tt ol A gt
HjZo] & g Sosl £53 2E wigd = Alsitta gesdn Ao ¢
A ExE vl 215 dx AgaEE adlol2 AT} viel & WA A 3}
AFE FshaL Atk yel dug ¢le e e EEe 23 JFA de U
ol miefell A= nh7pAI T, 3 A3 Q183 MAS H, o 5L e
Eie T A Bo=E e =d0

92

3 g2 % S AAL AR AT AN BQe A=A 35}
AN BE WAE ARG, T BE AUEE 7
AT A N1FES whet TE Aol Ak ) WLy 8t

N,
e 2 E‘”
_|2i
|o
fitl

2 Aol

AR FF oA ANS WPl Z QAFEA F vheEo] Lol
WY G5 THVEL FYAI T JEAAT AT gy
9%

B F3h, 283 FFH0RE I FUF FUL FAA o
g sk B3 A%l hrkd

| €04 2005 W0]th. Th o] £9] AR b oh

AIE HE A, 3F EYA HAT £

f
o &

E
2 Bele 454 4
4453} AL ol 75

I 5
I det 25l e FEAdES & veke o 3k

)
b

T2 JAA o E FAHskE Alolgt Mt vheF 3oto] WsletA] A
L ‘1B (progress)3tA]l =THA, &9 11 vebel 3 ddE Zo]

2) = Aol gk dubA 9l 24l H H = K. John Fairbank, The Cambridge History
of China, Vol. 10 Late Ch’ing 1800-1911, Tapei: Caves Books Ltd., 1986, =t &=
of t3t - Graham Hutchings, Modern China: A Companion to A Rising Power,
London: Penguin Books, 2001, A7 A&} sl tfat F=40 52 gl =of &l
] Kuang-Sheng Liao, Anti foreignism and Modernization, rev. & enl., Hong
Kong: The Chinese University Press, 1990, = ¥ A} A& i3t ¢S Z o]

U= A&ZE Prasenjit Duara, Rescuing History from the Nation: Questioning

=

Narratives of Modern China, Chicago: The University Chicago Press, 1995 55 %+

=z,

3) olWl g8le] 29 ANGY vielm ShAske e ke Aol HRo, At
W@ vl olalzh A AR AAHE FAGA Wehnrhs A4 T
Fol wAe Han e Adshe U B wokth 44402 el guk
FHolAel theiFele] +8, Asheh Y] U@ 1o o2 G ofefel U
SoF MahFolt FIA thlFel) of| Ao ANHJEA 2H S 2F
2 gtk o714 QEEE ot MakEel “BgHe Qo SFsheA] kA o
Be =os d7E ez g



AES A 23k 204171 o] F A gl e F= Fote] w33 #sk 93

ooRRS FF ARES MY 1S S AFES PO 15
FAL AFE TP S A8 PA FFNM 4G Hrsha
AYE 71634 Astel A Folo] FR Relteks 1Y% W #3hE
wolshetl oA AT % gl 7 AAY Bl o] HYe
%, 2ok, AN AT A gk THEE B AHAFo] A4
B QOIT FFOIE 2ok IAANE 2AU &4 758 2= AL 3Y
7 F4RE AL HVG Qo] itk £G o] WF FEE
207} SHe 29l A o 2ARE o)/t AYH T F4Y AHo))
= 3tk o] LE Fo] el Az 29| stehs T4 ofolr]efe
4g59 GPolvh. Z, BFHA 27] AN E QAskst ARE 3 of
Aot

3 717H1911-1949)3 F3FIRIF-3F=1(1949'A o] F)S ARIHA,
FF AHE BE S0 | BES FFLAL T, AN, HAe)
AT BIES Fgote] MFS TEAIE AAF ol Al thel

= kil kTiA

Ao ZA AAIES] AXE G thre WFTES YuF o= A F
st eEHA kA A

I 27] 338 Al o] FE F=
o] $trha AAZE ANEHA M ST Fapel A B sEAA R,
AR W8)E A o]y el Aot

rII
12

4 S B 4 WK 2047] & mAE =S AR ot nel TS 223
th o] =42 golgell A 2xag o) Aign Fgshe AEvt € ofed o)
A Wol5 oAt} o o]de] =2+ Warren Tozer, “Taiwan’s “Cultural Renaissance’:

A Preliminary View,” The China Quarterly Vol. 43, 1970, 81-99% %,

94

AAe] Adele] gk Fao] W AP Y Holth. F&E
(Huxley, 1825-1895)2] HAE(Kifiam, 1896-98) A0 2 #}(3h
)] Hste] gk o] L owgith thlo] st E 3 vV R o] A
dFe] H7HEQ AXF R T3 ZEATh 19417] 2, WSA]

(]

- 270 Rt

X e o7t R R, e gRe] Fojel 2] =
B F59 5 EE Aol AL AE AbelddlA vert 9 = gt
= 7o A71Ee st gy Farold Uekek AES
ik AAA, F2 0S5 PSR E AT A QA ko2 A
getes AR RY P& A AT A2 ATFEFAH W= A
ojth. A5 A7 FeBM F=ol § & oAy HE wdd
‘AP GAZ yobd 4= sloe Wl A 4 ivkd meEkg
71 S18A

22 th91(1809-1882)2 Evt: F& 7t Albe MEES o= &
o] T AL ouE Mgt o] A et THEHQL 9w

Itk T AE K< “shse] AW o] (K 2ol
gl vtk o] RS FHAE Abelol A A Mg ] HEks bR E 34
of ek HAZE ek v FF9 719,
(The Origin of Species, 1860)< 18983 <FFo| ]3|
A TAAZ 0o G =2 19199, nlEfrol 28]

g >
off r
%

B 24 QNN LR, A9 Auel Bt o] o2 Lok}
o thest o] ATk WBES N AR Ade] HY L 7] 9
AP 924 (499 B2) DT AS ] BopHEri WK
£ A7) TR WE S, o]7)E A5 BAHOE Hofy o]

5) o] 28 7= 19609t w5 stwe] A8 matAlel A AEE QT o] A2 W mhgel
U zgo] wielA 4ode] A Al g T F 9l F=olnk ofd i
SHEAQ =l S Sk = VLER(E, Tl R L, LAt PEEIEE,



o AL A7) e A 8 a M@%m%) & %
: o] Aol Bt
Hee AR o

‘lﬂ o-l}l

JelA ke A - AN A BalS w7 B o F3o] AA R
a4 M s 25
1o 7o) Bk e A}

pot
rlo
D)
re
[
H
Mo
pot
o —

»
E
=

N

N
ol

N e rir

11
=~
ofN
My
l-fO
il

oA AT E3hel
H et AL HEch & 5 gk
M om, 33} 71g0] A7) AFALk A
2 wolSo gt T} thedt 2 g e R
Atk S M Aol g AR oz Hagrlel A Fat
A Sl AT, AAAL2 FAL RE SRS 4
42 ALE /T AP FUh
A R READ T AT BA W AFH AFE

4 | Qelgoz East Bass
7143 240 @ w% AT e el A £7 A4S

T B8 b An 42g AdaAy HH £H BAA
9%

o_}'_, l‘lr l‘lo

o
10,
$Q [
o
X

>
1>
o
2
O
il
lo K

b

s}

ﬁi

FN

-
H o @ mlm oo
ok, et
rir i)
= o
=)

(7
e
2

ol
ol

¢

=
—U
L
14
il
S

oy Lo

A
o > o

e e Ho

)

96

Holx, Aol B AT RYHQUTh Tefut ool WEA FF
QE] ) FE RS otk ARHOE, FFe) 2oh Bohe
Q571 YA oR ATSE MAOR AHH T Wskso) ok

A8 E, 231, A, GAHY ol o) BFe 2 B2 T4
dlee] EBAY olalE FHASOAA vty gHe| Sof HE
ot G4 53, Lok B gl B £HH) L BEA A
4%, De)3 PR FR5 ANFAAA AAE 5 BF FF
3} T2 vete] dest 2ot ABES BuA B AYE 510
At 719k o] FES US ABA A FAFIRE]
o) FHAE NG ool i A ol E AANTE By
@ A4 dAE T TA e MAVEES FEee7) we)
.

A7) ARl e FHAEY] BAAT olale] FL o= FF B
£ 2P 2o Gl AZH AT 2 Hgolth AT FA
B AW G ARFYZRE e 2Tl A HARE 7
FH &, A=, BF2 123 A9 ofd BFH ABES £
U e Aol 2AE SAE AT Hndy) B £3) €9 5
9% HA f8 429 R&B, BF 5 sulH o] e G| v
S PFE S Utk 19809 T o F, SaH a4 FEH A8

6) © o]’¢e =& {dlA+= Yu Siu wah, “Mongolian Music Preserved in a Qing
Dynasty Music Treatise,” 19929} “The Meaning and Cultural Functions of
Non-Chinese Musics in the Eighteenth Century Manchu Court,” Ph.D., Harvard
University, Cambridge, 1996 %22,



AES 9 A5k 2047] o] F Mol e 23 oot wes Wk 97 98
g gHo] gFd A FEEC] i FAEZ FAHOZ ETh A
F = A B AAAR FEES ANFAIME 7 & JA HA o] ol 1) 2&of olol7| &7t mE (oigxtel af)
BE AL 5 e st 3840 wHolth. Fxol® ANt
2 Ak 2ot Ao 2 BE A= (WF ) AR A4S g A7ka 7R a4l kAt
2 ot stwEe] UF ket § MEES FHANIE JES AFse
g 744 o] Z it} IF % il AT IR,
MG 2HE w5 FHANA THAES BHAHOE S 5o v SR\ FERICERMES,
8, 71E, AF AAZAE 288 $rk o2 Eo o At 8 IEFR i1 A5 D Z2 fR T,
A 2ot W& w B Sl A dkdE ek 2ol T 2ol AeH b, ETEERTE,
ME m e N Ed = Al 7HA T8 o] Atk AR, duk T=12l H — AT R,
S0 A Fobr o} W QAAETGE oA Aeke] 94°e] A BifREERE,
Aot} = EE, glol g, TFolA Folne] Q7= =Aoltt A BRAREER,
S nFIHS RUZ A B U] T Y] QAXETGE T (s BRE B EE,
2 A AR dsiM A wel A NEE et BA, T 4 H WEEHBNE,
AELZ o) /MES AdollA gusls dE A4 oz welE e, RARREEST,
e AT Ak A5 AHE dusle 71E3 o] A v HEE B A,
Ao g WE FH ARLE wE XS] AR A e Hhan AR
Z3he et M Ao F2E o2 FEHAL IEFR BRI R,
T =0l A v tgs s Aot 71t AEE, S5 oIS, E (ERININES- 17 =
JE MY Z2 73te FdES QO k= 2047] F9) 2 BEUEHES,
2 5o A5 2HE RFHIL St vUe o] dES Al AG I St DREME BT,
ol Ta47 A A EabH AEEe wadkes 7] Yt HE ERBABNE,
o N FEE FEAEI T2 <A e>olx, W$ FEE i, TR B R IR,
F50] ol AVt HiE Y £t Wl e wiAE Bt AEE IEFR B E R
2L 7hpTE TIAME B2 A A, 2 H A0 R E AL AEHA F 4H FEB VR FEALEE,
2 &olA] oftA] oF A FxAe] AEeteA HoFEth o2 FE M FAGEER LA,
o U} 7|=e] At e 71Z238kaL Ut e [ s R )



AES AT 23k 20417] o] F A gl e = Fote] w3 #sk 99 100

KAGIERLIE, A & A, GE HFER T2 7 7D AR g A5

i Ve B TER, g & & Atk ke o] FAE 9l 71HE 2ok glth 150

BZE¥R—%, Ffrehe 22 ot 7hAkY ZAleolth A AF & FEo] #HE oy

TRk REL=4, o3 457k olal & A o] FojRth MFAEL /] FE

4 H B ARRER, 3 oW 2ot Q] Mstel e F7hA 2l wkg-S& stk T13lo] AR Al

ZHRR, EEKE. R, AolE, gF & WE7]|E Tolth 7Hee A9 Mg Stellx] SH "

A F SLREE S#HHA.......... o o &7}t 5= A oo x, AL uE 1 Z2rtot} SoF HALE)

A 3HA A%, of 1614 Yehhs ZHo]|= fL2E JMF 9 A

....................... thSd A o7 wsy] S e E A AlY QbellA ofg A et o g thEol A=A HolEtt

e A 2 g G9RA W] v R 27 T3 A% SotllA ogA AEHA FRA o] Agsh=A Fsa

W H, o)Al 2l A F3 AA9] ARE uE FxE 22 dF

A% G2 T4 o3 FE AFHE BFHS Aol YRR ol S AYREY Stk FHS T3 A EC] Mg A4, 53] #3, 7]

AZ @ 7HAE e vk, #& FAAE @ 8% ¢ 4 &, 5S FHE) fElA dEoE it FHOE EolgH 204

7RAtolth BE X TolE52 vl A whE wE 7] o] g TR TrEe 71 27} Hojxofp 2A3rkEoe] sty ARt 152 1%1:2%%

oh Al ZE oA H7EE 7RAE 2 Al gl AR TS S FAIEE B 234e) g Fof BEV] AAES Sgth O o] %, F A

W, BE FAES dBEA 72AR o]FFth thE BE W, 1A Sej A 2F7te] g2 S o FEHAA HAh OEMOHL 424

zgo]= ZolE ) 2 A olth doF MEES 23] WA olth 7t AL Atk S5 AYAES 19417] T o] F &)tz gl

FE U7t AAY Qe M E OE 3aiA e Ao TS 7t A 7y dokty dEF] #rkel ME Sk I F& JO Q)

ato] 22 52 FH 75 WA OEN 7L g9 BEE 5T AF Y&l A= T HEY FAE A F th I50] 2R E
ok Ty vi e 2o 2o HOoZ FAE F A9 71 dEzn} T3 A=l old FE7E Ao AT

7F itk shvb= 1 o] 2 SR, v shvbe mEAE 24l AdTh Z o] mel 3 et MESe] Julst B MY #3} 7]&e] Sob

o] @] =uto A 74pE Al 716 E s UER Bl o] wix| 30l HAT FEE HEH JD mfEo] THARE MgH

Z F= oA 7EAE F2 kY dyE

B REO Umx) M gEE B A A0 R v Hh od HaL AL 194171 L3 20417

kol gA AR A M BEF YHOE AYS FEAE

velzth 1 19 A% E Fil A3 ok A Lo 9oy P 2% ATd 29 £ st 43 898 92 =y Bbls s 2

A RE & oA ofEA W ZrlE AgeEste dHow I} i A St G e A
N - ° % 15 g€ 20 AYAS] APIE Ak 7 24 $2 ojn)A g

o] dad FAFH 2 oy Sl 3tk e o)Zs v = Jga AB=dt



of 2) st el (Y, 2lws2 Tt

102

kel
T

3} 204171 ©]

18 2
oA

H

=

[e)

=

NES
27} Bk ol d ez AT E RSk §, o}

B

. A M 15 i mm [ N
« O e R ‘ el
* bl Y 1 ge e i | sg TP
MWJ 0 .mmu a”TﬁJ . Qf hii um;v mnus/ \\v wdﬁ- M
M .\ﬂ’, Mo W (M . KA 1\
i i R M me A et R Rl Y | H Wl
ey P i it
S i ™ T."ru N T“m I
i .%m% —{Tm s TN 3 |H-1’ T Hi. HHy
AL i), K i, e [T
R .W’N wqﬂ 6l f.- .WW mﬂuuﬂ M . mmuw“ ]
i o= [P s |l L
T e M it
— N s ot Wil . 1% e e H“ o i
o AR - s AT WL oA [ T. (18
e gl kel B TR
i N NH e R N Ty o HRR M
- ] A -,_u J!E M
“ AN MW fo B WA kﬂ g o
HH b g e Thoin M Hhold
He HiH . M x.uuﬁ -..n N ﬂuuw ﬁa
i rmw o) & tise Sl ¥ -4
L. S e ik Y HER
TSR me xu-- i g ,WH v% A i
o 1l il i3 iii- T
um% Rt aquw m.”."i [ | 5&, lﬂuu U
= N Y HE
E: [T g s
| @H’ | mi"" w”a e \1 miuum Al
| [ m w o JT Ko
s W B e e Ml N s i
—— e —— N ———
WL o oo o) TR < m Ao 4
wE e W HE CTERW
— o — < 2 oS
< s T DR g
TR KKy T S 2o
oAy N ow e tds3
PR R O gy N o 228N
n_Al._.m_-‘u__/l_lﬂEﬁ‘ioﬁu mﬁ%ﬂ
e Y 2 E L&
o) ﬁoWMMimMﬂo mwm.m%
T ok B o o G 52 sP
m ST =
Mo — o X w <
) oo X2k g o
2 L o))
E° Al AT oy e
I S B R
5 by ol w8~
Mw T S0 X B K S8 2%
5 T e T o= — =
B ™
w O T oo T °. N Eaw
i Me bl v m w ™ wm.m m,wmrﬁ.
BT L2 = &5
moﬂPzaomll wEEw
R WTE T GEEE
B - X U e g5
otﬂw_mfrowcﬂloml. - ol
Aohe oowm® g 52k
BEF T P TE L
o ® o T om R B =55~
J N = ~
Vol & e T TN E A e
m@,\‘olor u_lo#en_AloE He EW
_ uy g ey
T B < Mo ) T me s S w
H o F T Ko B =

J

A
A

oo} B
=<t &

O

.

ATk 2 ol M= SR, TR RRmR i s, BAL: BOREE AT, 1993



BEZ A sk 20/7] o] F Aol tig S5 Fore] w3 wsk 103

o A AF Feh 49 o] WART o) Q3h <opY Y]
SoA <FhZdl>e] 1.k “shlere] wtkel of vl o, A 2ol
B Y FAHNS FROIR AL RS BEFokA FFAY
AL WGAT )RS I AT I, LA, T oH o

2% AdE AL FT A epinh

off 3) Hzte s} <obM Fol» oictzl ofz “sHidll'E FE2ct

MF2 S AAE MR 5o 2 Y S o2 vk d
2,8ty g’ e HHETE o 2)dA 4 w
Ak, A=A, A=A 1 F, 19119

I FEolo whjste] Fole] S Aol 3|shA] P29l ¥
O oo N2 32 2 FHAE Q

2A ol &

FeolA] wehel o} v FFelE AEAE AL AN Sl

104

A 29 e FAAel A Ag AFAY SR, ZF7bol2} dojs
2 Ao gl WE A Mgl theFet AASe] B of AF
AT Aee T e AE A2 "o & oJEEe dE=E
e & AFskE o) sPsdh wHe] 19 Folx HEE FHZE
YEES AT o 4)ell A sHAEE FAE vt 449 52004 4 |
AxoM G2 v = AdA FHEE FHS gA 24T S Uk
ALE old kef o IFs “MEL AlY ket BRI o] kY E
& T3 AQJE Aol A YRy & ol S oA g2 A7HE 0
wetetAl HAL, As &9 F= ode sholgta Bl FEHA
A%k TE9)

9) Chao Yuen Ren®] ©FQl Yang Bu Wei(1972)9] ‘xke. 7k gt 7rhek o]ofr]

55 9 A Yoz vy 252 AA = Rulan Chao Pian 59} 5T EAS
FRTh AR = F A E A YA 2] FelA v Aot vk &
Btk T4 8 1 7] A A7tk e el dd S £33
ok s Qlell tigh T 9] o] 1149 ofR] o] oot Fxlo it g F
AEL o8 ¥ vro] FAUh



he.

~
Ko
Y m - -y 11l ]
o i hﬁu = %
m ML o ,Wn.‘ Wh..u.m. . |
| | | — A \
NM $ ﬁ i Lt l o
— ﬂ Jl
~ Ll el .ru —..ru
F =y r T
»
@.__w ) A..,. wsll Y] v‘x LR s d i T UAR
0% AW ¥ o=
v el Ll ‘, o m.,
_ I i
- ] 1
...n_u 8 a L Oy TH I Y 2 o LR T
=
Z | | [ A
ol Bl -
Mm ¥ q ROt T
u
- i A
= L b Min
o i Tl
= Nl —w
=
2 T %l
<
T
Ne)
=
[Ya)
=

[l

I

s
—K— T

e

e

CHA BT KX

o

fa)

e R e o

R e
B e

4

& -
it}

-

0alt
At

s

B 1+
ol
=y o}
olo H - ﬁ = w0
— alll Wil ol
o) ol = _ﬁ B %% .r ﬁ| i NI = NN sak[F ﬂ....!
) x -
. ~ = -~ g L el R RLL
ol an HH o § HH — —Hol| W smel —si Rl
2 & L LU
O#U NM Tl s T - ‘mﬂy.:xu Al £
e - ° | M8 = Ty ol ﬂ\.?\
5.0 N/_I il \\HI TR il —
%’ o i A 1| I 1 vl 1y
“H_VH| IOr__o lﬂ» Jav] a3 [T (T
fdﬂ ﬂL all —H ﬂ||o_- ] e = Ll Y m-.Ix
50 T Wil i n —
0 h_.mv N \l L ﬂu s
;3 N i 1 _ ™ pLl chall iRl
T n.M Ty T 3! p [REE
;O —H 2Kl ~ L -l
i oy [ 1 1) vy Q-
<. i L A e
~ Mm 8 R.Fu ;.J-_ —wail I -
T _._I ]ﬂ. I — M el L9 RAL
> = - e —l|HL il il
g & | o
=] o (e a LRI 3 el o KA
- > 3 b
ﬂwwﬂ 2 ~d T T o ML \ —
~ ~ = e BBl et il
X i~ == = = 1 s Mol alsll —yi|RIL
o’ ~ o W H A A
& 5 o x wes Ses do d
o#a < &= SN
N
=o

=

4
)t

Y-




BEZ A sk 20471 o] F A kel B S5 Fote] whg sk 107

A0 7 & Al el <ol FAlS AZehA s 7 9l
S7HO>(1926)9F 22 A &= 7hE 19639 &3 Wl o} Gatel A
F27t o 2)0l M SRR Th Akl ket F Sl euds B
ek I Aol o2 &9 %v‘% dE = FHoE, ok
FoF A A BRI Fob

9 wolE A dE ot %9124 Al el FEAT

A WA A(stanza) o1 F, TUE A7) o HEE BF2s} 299

7rom WasHA 191718 AN WFE 242 o ¢4
o @&} oPIE] whet HAUT AZ WAL AR AF7} Kol A

s=e)7h Baaan

10) ©]A(How Can I Help But Think of You)& 237} #pale] o] wg A|Zo|t}
& 7o B BANE 2 BAF “you” R WA gHE ol = AN o] {7 9
o M, DTS ER 2, RIEESE, 1987, 27% Fx.

108

FOHAL B o2 e HAA R St o2 s Mg g A
Aozt FA AL Aot WAl M EF2H] Ao, vlobe W
FolA & wE Wz wstE AL 196090 FEAEC] ANT F
FHES H2AZ Zelth By, st ol faals e 2l
A AEE Ao, JHHOR ghe ubFoA W= AT A=
o] <ot XshbE YAl Atk sPHCA F 7HA] FoF FAE BT
I 3A Wt HE oy Wz 28] e] 2A7F X FAH AT e e
et SEclEC] ARt oR Asste RS LR g

v g7 UR et &5 AHgete RE 959 22 dE AVES
s = EMEFJHE} AR 7 JAE A dthe A E &

T3FaL 2041 7] ZRE o] Fo Aok ‘=mF oFrP 7t HATh ol¥ A
1949\ o] % 53] Ity BA] FAabGo]l Hed JAH AH =4
7ML AE s7HEY —E—%% ik F5 459 5FF <F W
A well vhabE g@>2 A 19509 g X (Abing the Blind)©]
1950 el Zr=33t AFgE Zlojvh. wh= AR JhgHA ¢ vl
2l et A mAlE Wstell A F gt 54 vt 2 Eefdrhl

1) =5 duUF ZFE gxe Fx9 @ 3= Frederick Laue =&E
“Music and Musicians of the traditional Chinese dizi in the People’s Republic of
China,” Ph.D. thesis, University of Illinois at Urbane-Champaign, 1991;

“Individuality and Political Discourse in Solo-Dizi Compositions,” Asian Music Vol.



BELZ A sk 20471 o] F A kel B S5 okl wh-g4 Wsk 109

d 6)% Hak
1S, vhEe] o] HrhHl: Zehulol BE g, BT vl L3 M=EE
o 2uE, 197 BAZE, WEd, 2p, ¥4 soh FES]

TGN =L, FHUASS AT2 B mEHUA 55
of7] d¥ eSS oFetal AlE A 3 Zojeks dWigd e 2t
A HAT ol A2 B e AR AHHd Az s Y=
el oAl st B2 Aol Ak FHor sty WAl E
RHek o) 571 e Mg Aot el Bladrtd e 3
£ Zxstele ko] A&HHJY ofd HEe= AT Zstel tdatr]
of e H7F A AER As Ao dRstd Al L] iR
I FAEMA F5E Aotk o )9 EF FFFL AEHHo R
spol 2R, T dd BAC R wEolHth B3 1950
o2 FES 7] 23S AT AdEe] AT

27/1, 1995; “Forever Red: The invention of solo dizi music in post-1949 China,”
British Journal of Ethnomusicology Vol. 5, 1996 5 %% = & FE 439 &
TR F= eAAEZ ] #HAA =2l Yu Sui Wah®] L, Lezai Dianchu
Zhong: Xianggang Yasu Yinyue Wenhua(Out of Chos and Coincidence: Hong Kong
Music Culture). Hong Kong: Oxford University Press.2001, 63-95%; Such are the
Fading Sounds, Hong Kong: International Association of Theatre Critics (IATC),
2005, 277-293%; “The Concept of Hugqin(barbarianlutes): The Chinese Way of
Imagining the Others”, The Second Hugin Festival Hong Kong, The Hong Kong
Chinese Orchestra, May-June 2009, 220-226% =,

12) ddl S A2Ege] td =9+ Han Kuo Huang, “Modern Chinese
Orchestra,” Asian Music 11(1), 19799} Yu Siu wah, Lezai Dianchu Zhong:
Xianggang Yasu Yinyue Wenhua, 63-95, 277-293%%, Such are the Fading Sounds,
241-248% 3z

110

o 6) (F wHmj ol ghrlE 2o EF A

- R % A

[N 1950
> B
dmss-a Brri” wn B
Ha 1 m__0, : 2 0 2 i
i e — e -?q§1
gEa—— e
~=r = v T gr TN NN = e ]
P mf
Hs m 0, 11 S 1 x=__=..,__¥1we 2 1 112134
= = SEErErsosrme=—eeioas
¥ : el
7 = ==
I - = =
— ff —7p uf L
Rigmm woe e s i
gy i 1i i T - TR S Ziii 2112 1 o1

A
2

Ay 3 Aer11111ka 1 1542 Lt 1 1132131 4 1 2 3 9 1
s e S e Tty EEEES = et
%_' == = ST ~* “;Tgﬁ
ﬁ g
s 1 S & 3 N bl .
% e o Sraeel
—— F——+= —
;o je—— —=
e mf J ki
Bgssmrm ===
vy gt fE R iy o a2 21142 1 o 1 2 032
v eitata e ] ST e
o ~* = A A L e e e e e~
_— —_— ¥ G 5" T




112

=L
£S 9 sk
3k 20417] ©]F Aol

<] | o3

n_Alvoﬂwrm
ﬂ@uﬂ@m}.aﬂi
@r%ﬂﬂ?ih%%a
T D %%xexlal_o_yc
o oW - B o
‘mmO,Nﬁlx_f‘mu\_ﬂ‘lq .HTH&H ‘DIHTOT
koﬂ1yo,umu. ,Egmfiﬁ%ﬂ
&LOHOOﬁATﬁMomH ‘HT_/F‘U%‘“/IUL‘IF‘ID'J._IE"LI
O;;;;;:T&qmﬂlﬂo1k§;1m
s onOUﬂaﬁazF%oualmEauo{ﬂﬂMﬂ_wEﬂooo]%%
ol mjgwaﬂom%@amzm%mmwmqu
Apoﬂ\_ﬂ —_ . o — o) R
Ij ﬂoﬂ&ﬂ%ﬂo%ﬂo{duplmuv,.%,mO,&.?oa]
2 < 1 AR %ﬂl*d.ﬁ J_aw
<0 qugoﬂ%aﬁio o 1L}aa;ﬂahaua
2 oF R’ 0 gl Nd o] T 5 K° — B
20 o oﬂ_ﬁﬂM o_ni ol erx:.LzTo]o
ﬁﬂﬁm_or«_:__i}oo%ﬂbiﬂiﬂmﬁE%ﬁﬁwﬂbﬁn
Aﬂﬁg] = IS = u o
]ﬂAgUFAo,DIMﬂMZ_uXEo.A‘tELolﬂ‘.Alooﬂulea
3 %o%yﬁmww%aogﬁﬁaag%%%%
: %o B S _ 2
o 1mﬂo%mwazm:@wt£%wﬂwgm5@
ol T Ew JA%%A G I E.m@ra
ﬂuo]I_fLO Z:#aﬂqo H._]Eo_]q =
M ﬂ%;&%iﬂﬂﬂ@@ﬂsuﬂ@g%tﬂ%
of = %mx%<1m_%wﬂﬂuiw deﬂﬂw@iMu A =
b0 B B do o = . T o 3 G T Ry N
_oﬁ%ﬂa_azﬂ%%o_%%o%@y%ﬂ,ﬂm_i
o Mymﬂrmroﬂze%ﬂnﬁﬁg_%mﬁ% ﬁ@ﬂ%%
100 ~ 3 3r O I M ol do No oW o) o N ojn
E wa,_,@,oaﬂyiao P X 5o N o
S _naLLoﬁ lzoye 5 o o <)
s W noor TR o~ ﬁqﬁ_zhﬂw %;011
%‘1;ﬁo | iuhﬂ;ﬂyo@\aﬁb% N o
A%ﬂ«%ﬂagic_oﬂwne_ﬁuw =g X El
W OE T o| X n.uﬁ.j o o G 5
WﬂcféiLE]otsWJE]_cVﬂwzo
7ﬂimﬁﬁﬁz795
éﬂi%ﬁmﬁ%iﬁf
E,Aoqﬂ.&ﬁ,ﬁ@c
B B ool

— .

el =
017]' TEEJ;(]H] /H

o}
)

9%

[¢)

I Ao E2E
_l_-—-(COnSOrt) 7H

o]

‘g‘ T

;j;ﬂﬂqu%Q

LAl FF oAzER
PRI



3 7] HA

)

]

I

114

H?‘E,]O]E]_

i

ANEL 93 23
A5} 204 7] 0] Z ek
ooﬂ ‘:H =

=

T
L= -
= R
T
dIMM ﬂ%m—%ﬂmhotmﬁ
W= do T ol 5 W T oy B =
0 N ™ ol o) B P w o] N
w WI, 3l v ,M.H = Nlo Y X — oW i o
T & Bﬂ.q J|7]o1v#u_.
5 Lﬂwof_driﬁ Aﬂﬂgezz_zﬂ
T = ol,ﬁﬂo,u%mo _HonHé%fr%
L] wo T w & oy o W
< A s o 1ze%o_n1
o oy 2K B o 1) N | =
- e T o o P b o~
) woogﬂd.i} %Eﬂ@fﬂd
X..__/L Jl\l/] OEX ﬂ_!‘a Kluﬂ V
o Aaﬂzﬁl EE_ZEO
o R = Voo X
) Lfl(ogs%l_ kuﬂa%
5o ﬂaﬂwﬁo_no L_wﬂ%%ﬂw
T = 07 a mo%gﬂﬁ_
o ;o.._,‘w‘l.mﬂl\m ﬂ_ I}l\_
o R s b 2y N B Ll W o= o o o)
i N 00 ~ s ]ﬂ_L — O
MR ﬁE_Héﬂ,%ﬁﬂoe_ p e X
o Y Bo = < Eelrmﬂpgo&
Nfo o ) F o= L = 2 %0
‘I‘Alvﬂ frand ‘R\j.q.A N ,AL‘lrﬂ‘LIﬂAI\_Lf
5 o I o B0 W.%oﬁl]@ﬂm_wm,_ i N e
& B0 o Eélxﬂﬂmq,a,%%J
3 ol S ﬁqdzapl_zoﬂ__gcﬁw
% X Mﬂﬁ7A11|MEVW]‘mW ﬂ”].lo_u_zo
Jb T T re 9% )| No 3 K N ) X — 5
i ]‘U!L mﬂOﬁ ,mw_ruto,o
X Ol & mm_]@ﬂ% . g g G
wa} ﬂﬂl Ay ﬁA‘Dli_ﬁ‘mleﬂo =
o K4 N oEo,Hl 2B J-io%
%ﬂmoa‘ﬂ%ﬁ%ﬁhwf% =y
G .ﬂaEﬂeE]ﬂ_/e_nW7
Ty oAl}.oaT
&ﬂ.ﬁﬂo_drl
T (s
@d..ﬁé% ™
7:;1@3'
K o
Y
‘ILJ.OEOD
mxrxﬁ%ﬁ,ﬂﬂ@
J_l_/_Ofn_i‘m._lﬁﬁ
%%.%ﬁ%}o —
%Em\o‘hw ° B
~Y o e mH Mm ol K Fo o o m = o
zTﬂwﬂz?ﬂLﬂe 7 mw.L_.o,éoE}
ﬁgﬂﬂg_o%@ ﬂﬁ%iqo_ﬁ b
— I o ~ T F T R 5 T oo T
— oo N2 %a1onol$mﬁh
Y ol o+ e Moo =] LS X HE o M o B
gﬁmwr% Hiﬂ%H%E 4 B
i ) T _b@wﬂ%ﬂlzo}ga:n
No H ST op W T oF T SR -
_;_H i~ Ea iy oy o T o) ) o el .
2 E,Mﬂgowo E_Eﬂﬂ%}ﬂ%,%uﬁ%
i) no= ) lo o] ‘Wj_‘%ﬂo_.dvnmlﬁo X
- o il N ‘Lm_m Nf- A= N o B 1:.@ N ™ o
S EFI ST gﬂW%%WQﬂW@
N o ., P! - !
lmeiawb.ﬁler wmmmo?ﬂwmﬂﬂ?lwﬁ
do T o] ~ H%_ Xw K o o 0 iy N
1@qu1,§7 %%l%@l@? i,
mwﬂ%w%%m o_niwm&ﬂgmo_m@
FrEpEcEC FaTtizziig
—_ = — = B u o Vﬂu_]r7ﬂﬁ T —
ifli] le ‘WM )] o U _ I_.E o 7T K ML — al s ™ 1o N
A_H or G T ﬂ_DI U 0) ol ot m@E ~ Al 0 % 1D| T oF
lo_niHl = ™ . %é}g%% = —
0 N k) ie S = ]1_. _,oL Exﬁ e ;o.._‘loi
a_ﬂmﬁﬂoge S X — < ©°° = ?_d|1ro,
R ~ 1D|.1r ol or of X ﬂl]ﬂMo < '
ﬂWiM%@ﬁW X o%%ﬂmﬂu,ﬂ?%%
@%Ev%%me“% = ﬁﬂﬁ?%@m«%@u
ﬂ%%uai_ R %ﬂ@uel_g@a;
X of = ~ ol o = g © © oo X ok
7.*&!] - ~ ‘mﬂﬂ _1r
Gy Bl éﬂﬂ.ﬂa«@ﬂ%%ﬂ%
maﬁﬁgswmw
ol X ,IUA =)
~ B8°
of I



116

AEE A% sk 20417] o] F Aol g

ol

o A o] ohch. 204

d S BT 2047] F=e] g el 20417

o|J

=°]

7] Zef opAlo} 27}

Ay
Bk

olp

R

—_
fi%e)

|

J)
~

I
]

2}

ATA skt A kel 71

A AAx e AAY Bl 18

e o ATl

3]

—_~
.H_O

+od

i<

o €7

=
L

=5

=

-
a

]

o] X

g A

wol AR Y=t

=
[¢}

HIol A <) YA

el #F Az st A 12 thele] o] o] £

ol
A

J)

_—

<

I

i

= 3}

L

A =

°

A%g ket o

Mo

L
.

FA ol Al s

S

o S EE 713

el

of
or

ojn

1 Aol He] Msts2 o

49

AF7HA 25 0]

[e]

L

=

=

EER

Aot

49

ookt Vg 313

)

el

™

)
&

sH4, A4, ZA

L

=

R

=2 2
-

NZ o

=0
=

H3E2

4

=
Ry

I

o

o
A%

=
=

sef ol %ol 3

5
of TN, 1

3}
<l

Felojst )

3 AZEY Teju ol Aol A% FF FAHS 54

il

iz
or
ojn

Nfo
o|J

2 ol ' 9] 200513 9] Al Al

S R L DICE

Z

27 €
e 5

7

L
f

}

S

1l oF

A sk= Aol

A7F Y ol fEEA

A, et

L

=

=

=

AN

5]

)}, )

ta A7t

el
N

o) girk, 1e
9%

T B

or Al

Y ke W

2=

=

A A

=

204171

ol

1S 194 7] 2

B!

Joll A 2

-

tARl, AW, AAZE 9 =55,

!

o
ol

Ni/
~
ak
-

i

A F el

7]l "

R=Ne,
= }3\

ol



AES AT A3k 20417] o] F Aol et S5 Forel whg Mgk 117

n_‘N_l‘

g

¢

Chao, Rulan(Zhao Ru-lan) ed. ##4NEH#H, Zhao Yuan Ren Yinyue Zuopin
Quanji (Complete Works of Chao Yuen Ren’s Music Compositions),
HTUTEREREED> BRS8N Shanghai Music Press,
1987.

Duara, Prasenjit, Rescuing History from the Nation: Questioning
Narratives of Modern China, Chicago: The Univesity of Chicago
Press, 1995.

Fairbank, K, John ed. The Cambridge History of China, Vol. 10 Late
Ch’ing,1800-1911, Part I, Taipei: Caves Books Ltd., 1986.

Feng, Zi-kai ed.™ 7I8##, Li Shu Tong Gequ Ji(A Collection of the
Songs by Li Shu Tong) <ZfUEFKHIED, Tk WEEEH IR A
Hong Kong: Seagull Press.

Han, Kuo Huang #E %, “Modern Chinese Orchestra”, Asian Music 11
(1), 1979, 1-40%.

Hong, Chang-tai #£E7Z8, Going to the People: Chinese Intellectuals and
Folk Literature. 1918-1937, Cambridge, Mass.: Council on East
Asian Studies, Harvard University, 1985.

_, War and Popular Culture: Resistance in Modern China,
1937-1945, Berkeley: University of California Press, 1994.

Hua, Yan Jun / Pang, Xiu Wen, #2¢9 Hi. &5 &K, Erquan
Yingyue, full score for erhu and orchestra, I TS4H < IR
MR > CTHREEERR, Jbnt ARSI, Beijing: People’s
Music Press, 1980.

Huang Ko Wu (Huang Ke Wu) #5#, “Hu Shi and He Xu Li”(Hu Shi
and Huxley) “Hfi SRS 5 8 <SsLpr >, Bt hRmie
BZ, Jin Shi Soh Jikan(Collected Papers from Institute of
Contemporary Chinese Hisotry), Academia Sinica. Vol. 60, 2008,

118

1-30%.

Hutchings, Graham, Modern China: A Companion to A Rising Power,
London: Penguin Books, 2001.

Jones, Andrew, Yellow Music: Media Culture and Colonial Modernity
in the Chinese Jazz Age, Durham: Duke University Press, 2001.

Liao Kuang-Sheng, Anti foreignism and Modernization, Hong Kong: The
Chinese University Press, 1984,/1990(rev. & enl.).

Qian, Ren-kang {3, Hongyi Dashi Gequ Ji (A Collection of the
Songs by Rev. Hongyi) <iL—KAl BkihE>, Ak FKEFAH
Taipei: Dongda Book Company, 1993.

__, Xuetang Yuege Kaoyuan (A Study of the Origin of School Songs)
BESETRS, FIRESEH0 Shanghai Music Press, 2001.

Shen Su-ru ##%f%, Lun Xin Da Ya: Yan Fu Fanyi Lilun Yanjiu (On
faithfulness, understand ability and elegance: a study of Yan Fu's
translation theory). <GmfEiEHE @ EAEREEHERIHZE> doat: Ra%
FlZ4f Beijing: Commercial Press, 1998.

Tozer, Warren, “Taiwan’s “Cultural Renaissance”: A Preliminary View,”

The China Quarterly, No. 43, Cambridge University, 1970, 81-99

By
= .

Wong, Chuen-fung /%I, “Some issues on the Role of Traditional
Music Thoughts in the School Song Movement at the Early
Twentieth Century China,” Yinyue Wenhua (Music Culture), “20
HAC AT H B (4t 2 AR B i LR T B v iy A B P R — 2
e, <FLrfb>Abnt: ARELELRRIT  Beijing: People’s
Music Press, 2000, 123-15%.

Xia, Zong-yu ed. 2 @, Hongyi Dashi Yimo(Surviving Calligraphy of
Rev. Hangyi) <iL—KHlE>, b5t #H IR Beijing: Huaxia
Press, 1987.

Yang Bu Wei #5251#, Zaji Zhaojia (Miscelleneous Accounts of the Chao



AES AT A3k 20417] o] F Aol et S5 Fore] whg3 w3k 119

Family) <FCHIZ%>, 2t (4008, Taipei: Biographical
Literature Press, 1972.

Yu, Siu wah, “Mongolian Music Preserved in a Qing Dynasty Music

Treatise” in the panel “China and its neighbour: Musical
Interaction and its Non-Musical Implications” at the annual
meeting of the Association for Asian Studies (AAS), Washington,
D.C., 1992.

, “The Meaning and Cultural Functions of Non-Chinese Musics
in the Eighteenth Century Manchu Court,” Ph. D., Harvard
University, Cambridge, 1996.

, “The Institutionalization of Manchu Dance as Ritual Music in
the 18th Century Manchu Court,” The Second International
Council for Asian Music - a’ak . yayue . nha nhac, The National
Center for Korean Traditional Performing Arts, Seoul, Korea,
1997, 255-299.

, “Seminar on Chinese Large Instrumental Ensemble Music Held
in Hong Kong,” ACMR Reports, Spring, Association for Chinese
Music Research, University of Pittsburgh, 38-41%.

, “Mengguyue yue Manzhouwu zai Qingdai de zhengzhi yue

wenhua gongneng”(The Political and Cultural functions of
Mongolian music and Manchu dance in the Qing dynasty) “% 5
L HLIN A G A R B S A DRE”, <TWERWHIED S5, dba
Manxue Yanjiu (Manchu Research), 420-432%:,

, Lezai Dianchu Zhong: Xianggang Yasu Yinyue Wenhua(Out of

Chos and Coincidence: Hong Kong Music Culture) < %75
EisfH R e g b>, &k 4RI Hong Kong: Oxford
University Press, 2001.

, “Dianying Xiaoyunche zhong de yinyue” (the Music in the
movie “Little Lark”, Liu Jin Feng, Zuo bo Tang, Fu Bao Shi &

120

71401

Rong Shi Cheng ed., Shaoshi yingshi diguo: wenhua zhongguo
de xiangxiang (The Shaw movie and Television Empire: The
Imagination of a Cultural China) iz </NEHED> HillE4e HE
DR AR Ea. A <APESERE: o AR
%>, &Ab:ZEH it Taipei: Motian Press, 2003, 323-339.

, Such are the Fading Sounds <¥4Einit>, Hong Kong:

International Association of Theatre Critics (IATC), 2005.

, “The Concept of Hugqin(barbarianlutes): The Chinese Way of

Imagining the Others,” The Second Hugin Festival Hong Kong,
The Hong Kong Chinese Orchestra, May - June, 2009.

D EFS WY, BT, AT, 204

2009

g A AR AA FHd
109 319 | 2009 119 59~259 | 20099 1149 30

(L |




